Abstract: The last two decades following the Islamic Cultural Revolution have led filmmakers of the New Iranian Cinema to disguise social commentary in film through myths and metaphors. This study highlights the very beginnings of women's changing roles from being sexual objects of minor interest to becoming subjects of prominent scrutiny in a feminist filmmaker's film, The Legend of Sigh. Five parallel but alternating stories bring together the dilemmas of five women from different strata culminating in the binding paradox of their lives. It is within this paradox that the role of Sigh, as a duality of the masculine and feminine, is examined as the touch point of the subversive and collaborative layers of the film. A character analysis determines how female representations are structured across power discourses, particularly wielding results of how the technology of power and state ideology shapes female subjectivity by transforming the female voice into sites of resistance. Resistant measures are cited as cries for either initiation into individuation or liberty from the patriarchal norm. The causal motivation behind that resistance is what links the women and their contexts together within the plot. They are all equally either abused or abandoned by the norm in power. Despite the struggle to empower their identity through the maternal guise of Sigh, his paternal guise succeeds in elevating the female voice by confining it to the space of the other.
claim to be intellectuals and hypocritically defend women's rights in their films, yet they do not apply or practice those claims in reality (121). Her point is furthered by her discontentment over Dariush Mehruji's film Leila, which promotes polygamy (see Zeydabadi-Nejad 2010, 120) . Countering the film, Milani states that ''Mehruji is not expressing the problems of women. He is a man who makes films about women; he is not the voice of women '' (Zeydabadi-Nejad 2010, 120) . What is really necessary with reference to these issues of gender identity, according to Milani, is to initiate a ''dialog within society, for example between neighbors, sisters and brothers, to name a few. Without challenging established norms through public debates, society will never move forward in the interest of female welfare'' (Phillips 2006) .
In a society where both genders have double faces and lead double lives, what they really are and what they are asked to be by their families and society, it will be quite a challenge to break that hypocrisy (BEBINTV 2008a) . Bold and provocative in her approach, Milani explores both genders' private lives inside and outside the home in her socio-psychological films, which she describes as a web of ''weird extremisms '' (BEBINTV 2008b) . Although political motives have been attributed to Milani, she views herself as an apolitical artist and intellectual committed to the cause of women's resistance and social change. Her commitment to change, added to her emotive public interviews on the status of the female in Iranian society, has attracted mass criticism and become a subtext to her provocative feature film, The Legend of Sigh (Milani 1990 ).
The Legend of Sigh
I'm like a mirror in which you see your own self. (Sigh) The figure of Sigh, who offers a duality of the masculine and the feminine, will be analyzed in terms of his connection with each woman and as the touch point of the subversive and collaborative layers of the film. The study aims to take a psychoanalytic approach, where it can look at the ways in which the unconscious of patriarchal society has been structured in this film. The relations between male and female, especially Sigh as the maternal-paternal guide, consist of many paradoxes embedded within a Jungian framework. ''It is based on the theory of Anima and Animus (the masculine half of women and the feminine half of men) mentioned by Carl Gustav Jung, the German philosopher'' (Milani 2009 ). Other methodological implications that could provide the grounds for a sound analysis include exploring the actual story of Sigh and the purpose of his mythical role within Azerbaijani literature. Since there are no online data or written records on his myth, his mystery within Azerbaijani literature can be analyzed through two coinciding theories mentioned below to help determine how this messiah figure may serve as an archetype for one or a multiple of human identities. Does his myth see him as serving the roles of both the matriarch and patriarch? What does the duality of his character tell us about women's social issues and their relations with society?
Realist-Illusionist Theory
Not only did the perception of women change during the early 1990s, but so did their stories. Social and psychological reality was presented through a variety of illusory or subversive techniques, since direct criticism of social norms was forbidden by the state. Realist-illusionist theory, developed by Hamid Naficy, is parallel to Carl Jung's theories. The Legend of Sigh Female Resistance in The Legend of Sigh serves as a central example, where female characters portray reality by alternating between covert and overt subversions. Hamid Naficy clearly states that the theory claims a direct and unmediated correspondence between reality and its representations (illusion) on the screen (Afkhami and Friedl 1994, 132) . Various dimensions of female realism were hidden by metaphor, as it was risky to be boldly realistic in presenting resistance. The Legend of Sigh is an example that can be supported by this theory, where the focus is on five female identities and their difficult lives, depicted with moving realism. It shows how, as Naficy points to as an example, the individual's right to choose an identity is subverted when ''the individual trades places with someone else '' (Afkhami and Friedl 1994, p. 135) . Sigh, as the trader, may be seen as his own character, but he may in fact be both the illusory masculine figure of Khomeini as the sole representative figure of the politicized Islamic regime and the struggling voice of the female characters, discontented with their role in a conservative society. Naficy's theory parallels Jung's cross-cultural theories on how the self is a cultural construct that defines itself across familial and communal lines. To further these theories and shed concrete light on the subversions discovered within the film, the psychology of the self can be understood in the context of Jung's theories on gendered myths and archetypes. Characters struggling toward a fully individuated self, as they do in the West, create a challenge for social norms, especially in a collective society. This explains why subversion is employed as a scapegoat to distract the authorities from noticing such critical statements. In other words, it provides a ground for contestation with the state's patriarchal clerical order.
Synopsis
The Legend of Sigh is a dark and claustrophobic work in terms of visuals, with a melodramatic musical score. It recounts the struggle of females from different social classes across five interconnected stories-all through the eyes of a widowed wealthy writer, Maryam. Maryam is a writer suffering from writer's block, a barrier that reduces her chances at success. Her emotional instability and lack of purpose cause her to contemplate suicide. It is when she sighs deeply from the bottom of her heart that The Legend of Sigh is born.
Sigh is a mythical personality rooted in Azerbaijani literature; he is depicted in the film as a handsome young man bearing a striking resemblance to iconic images of Jesus Christ. Mintzer (n.d.) states in her paper that this is the first perception received by the viewers of Sigh, who mistake him for Jesus Christ because he wears the same long white robe and has long hair and a beard. As is evident in the film and as Mintzer (n.d.) states in her synopsis, Sigh is magically summoned when someone sighs from the bottom of the heart, and has the duty of alleviating their distress through granting them the ability to change places with someone else.
The plot begins with Maryam using Sigh's ancient key to gain access into the inner lives of all four female characters. Each time Maryam, the main character, desires to be in the shoes of another person, whom she assumes to be leading a stress-free life, it turns out that her perceptions were false, as each of them is shown to suffer unforeseen difficulties. The first character she is projected to trade places with is her housekeeper, a wife and a mother of six, who leads an impoverished life that is worsened by the presence of her unemployed and selfish husband, who spends all the money she has earned on himself. The housekeeper's sigh over poverty invokes Sigh to help her trade places with her sister in the village. A Turkmen's wife, she is seen to be stuck in a loveless marriage, with a son serving as her only source of happiness. When her son loses his life in a horse-riding race, her emptiness causes her to contemplate death until Sigh trades her place with a college Journal of Religion and Popular Culture 29:3 Fall 2017 student majoring in architecture. The stereotype of the carefree college student breaks down as the character is overburdened by her own hardships. She dislikes architecture, as she finds it difficult to compete in a male-dominated field (Mintzer n.d.) , and she wishes to trade places with her friend Maryam, a successful writer who she believes is very passionate about her work.
Maryam's imperfections are revealed as those of a divorced mother who is discontented with her writing career. She is also living with her brothers, who constantly pin her down instead of showing sympathy for her plight. Ironically, Maryam is the same woman as the other Maryam in the opening scene, yet on a different life path. A flashback shows how Maryam had the choice of marrying either an artist or a merchant. She desired the artist, but chose the latter to please her family. The last character represents her change of fate if she had decided to marry the artist. She would still have been faced with hardships, and this is what the film is trying to portray. In Milani's own words,
The four main agonies of human beings; loneliness, poverty, losing dear ones and lack of social success, has been pondered and it shows what others have isn't necessarily better and that prosperity is a subjective concept, which each person achieves by acknowledging herself and her surroundings. (Milani 2009) The film's main concept, as Milani (2009) states through her Web site, is of women's struggle for prosperity. This prosperity is difficult to attain when rigid ideologies allow no space for debate on issues that need to be pondered for the betterment of women in society. Although Milani (2009) states that the film's theme is prosperity, Mintzer (n.d.) , as a critic, states that it is rather about death and loneliness. In other words, women do not embody any peace of mind as they are struggling to find meaning in the role of the feminine self.
Character Development

Sigh
The paradox of the mythological theme dominating the film's storyline, especially where Sigh and his relations to the women are concerned, would not exist without him. The paradox can be divided into two layers, one political and the other religious. It is the duality of Sigh's role, as masculine and feminine, representing him on one layer as the nation's paternal guide serving as the centre of collaboration in maintaining systems of patriarchy and on the other as the subverted feminine self, placed in a site of resistance in order to reach a state of feminine empowerment. Considering where the state of religious expression stands in Iranian society, Sigh can be described as the new maternal-patriarchal mentor guiding the women toward his realm of control. If he did not exist in every female character's scene, the women might have succumbed to their own misery. He is the image of what Sadr describes as the wise-man persona (Sadr 2006, 182) , who looks out for the heroine in the form of teaching, legitimizing, and controlling her role as a means of saving rather than hurting her. His dual nature of being half-divine and half-human makes him the savior: a spiritual savior, since his facial and physical appearance is synonymous with the image of Jesus Christ in biblical lore. Although he does not preach any direct sources from the biblical scriptures, he justifies Ayatollah Khomeini's ideological offer to act as a paternal guide through the character of a brave paternal mentor, whose role it is to guide the hero toward wisdom (Sadr 2006, pp. 181-82) .
Female Resistance in The Legend of Sigh
He embodies the archetype of the male messiah, whose dark sidekick is the trickster offering his empathy to the women in need and allowing them to accept their situation as it is rather than rebelling against it through acts of suicide, redemption, and so forth. Magnificent and appealing to the senses in his appearance, he is an agent of healing corresponding to the psyche that has hardly left the animal level (Jung 1982, 165) . His role is to stabilize the voice of the female masses to his standards, even if it means he will later fall prey in vengeance to those caged women.
Sigh is everything that Jung envisaged in the paradox of the mythological character as an entity embodying a real-world personality (Jung and Kerenyi 1951, 122-23) . Sigh carries the split personality of a spiritual savior when sighed upon and a hard-boiled collective shadow of Khomeini trying to sustain his people within his patriarchal pyramid. Sigh's shadow self and his impact on the women's inferiority complex is Khomeini, whose primitive unconscious has moulded the two unrelated forces of religion and politics to control the choices women make.
The Wealthy Writer
Since non-diegetic sound scores help us to understand a story, we can easily infer that the opening scene zooming on Maryam kneeling down by a gravestone with violins playing in the background foreshadows a melodramatic plot. Maryam's contemplation of suicide through what she describes as travelling on a ''very long trip'' is what Afkhami and Friedl refer to as ''a strategy of resistance '' (Afkhami and Friedl 1994, 153) . ''Suicide is one of the most dramatic gestures of resistance . . . the suicide death of one woman can give weight to the resistance efforts of another woman who can use the threat of suicide as a source of power to get her will '' (Afkhami and Friedl 1994, 153 ). Maryam's will is to regain autonomy from her guilt, loss, and career setbacks through death. When Sigh appears to her, the melodramatic tone is replaced with twinkling music as he materializes. It is important to keep in mind that the melodramatic tone is brought back as he disappears into thin air. The appearance of Sigh evokes a sense of myth in the viewer and in Maryam, who states that she has been using Sigh in her writings. Sigh's role of alternating between the masculine and the feminine, coupled with his statement ''I'm like a mirror in which you see your own self,'' echoes subversive as well as collaborative tones. His role and his relation to Maryam, as well as the other women who follow, can be seen from two different perspectives, rooted within ideological discourses.
Since Khomeini was thought to be a familiar narrative figure appearing in a variety of guises in film (Sadr 2006, 181) , it can be inferred that he is disguised as Sigh, giving the protagonist ''Maryam'' direction and control. Sadr (2006) states that the ''wise-man persona'' was typically an old man used to teach and legitimize the main character, sustaining himself as the new maternal-patriarchal mentor that supplied the ideological demand of the nation (182). Sadr's theory is further supported when Maryam states to her housekeeper, ''I think he was a man.'' Low-angle shots of Maryam below Sigh as he hands her the key to change her ''situation'' symbolize the woman under patriarchal surveillance. Trading places with someone else connotes social change, which only the patriarchal ''status quo'' or ''all male ruling clergy'' can guarantee. Sigh's statement ''I'm too fragile for tears'' indicates a fluctuation between the feminine and masculine. It could refer to either Maryam's maternal self resisting men or Sigh's paternal plea for Maryam not to fight her emotions through tears. To maintain the dignity of the nation, a woman needs to uphold her modesty as part of the values of the existing social structure. If she challenged it, it would threaten the social system structured along patriarchal lines. Sigh could also be the guide influencing Maryam to retain her modesty. At the same time, Maryam's deep sigh appearing in the form of a masculine figure reveals the cause of Maryam's trouble, which is patriarchy. Her husband's death brought her life to a halt and her emptiness is a result of the absence of another gender. This crossover between the masculine and feminine is used as a way of negotiating the portrayal of women's fighting bodies (Khatib 2006, 101 ). Maryam's potential in reaffirming her femininity is founded through Sigh granting her autonomy. ''In the end . . . the writer finds out that under any circumstance she is a helpless, humiliated, and dependent person, that because of her physical and psychological makeup, she is a captive of ruthless and selfish men '' (Afkhami and Friedl 1994, 135) . She is still seen to retain her position, yet in silence.
The Poor Housekeeper
Khatoon, the housekeeper, represents the woman in poverty. She lives in the urban slums, and her stability as a mother and wife is dependent on her husband. She is the bearer of all burdens in her household. She not only has the duty to raise her children, but supports the family personally and financially. Despite her husband being unemployed, he is not supportive of her emotional well-being. This is evident when he selfishly snatches the money offered to Khatoon by her Aunt Robab to pay for her daughter's surgery. Khatoon's words to him as he takes the money and exits are, ''You never come back when you have something to give.: This is where her power is reduced, as stated by Afkhami and Friedl: ''A salary or wage is a major power source for a woman only if she retains control over it. If she has to give her earnings to her . . . husband to manage, her power is reduced to threats of refusal to work '' (Afkhami and Friedl 1994, 160) . Khatoon is in a more powerful position than her husband since she is earning income to feed the household, but when she is dismissed from her job and loses control over her money, she becomes destitute and distraught with grief: ''Control over her money not only gives the woman financial power, but also the power to assert her will '' (Afkhami and Friedl 1994, 160) . In Khatoon's case, her will is taken away from her, which leads her to contemplate death.
The Rural Turkmen Woman
The character of Solmaz represents the domestic and uneducated woman living in a village with clearly defined sex roles. Women here accept the values and beliefs of their men, which legitimize sex-role differences as a necessary condition for social harmony. In the case of Solmaz, her femininity is held against her as her husband refuses her request to continue her education because he believed that ''a desert woman should only learn to weave carpets.'' Since coming into her voice is an act of resistance, she confesses her desire for an education through her conversations with some visiting university students and her brother, who she hopes will convince her husband to take her on a trip to Tehran. Her husband, the patriarch, suffers from an inferiority complex, since he neglects his connection to the small joys in life, such as taking his wife on a simple trip to visit her sister. Apart from his one leg being halfparalyzed, it is his physical and emotional impotence that causes him to demonstrate fits of anger toward his wife and son.
Female Resistance in The Legend of Sigh
The Rebellious Student ''My male cousins were studying architecture, and I wanted to prove that I was their equal.'' The student, as a representative of the ''intellectual'' who is struggling to compete in a traditionally male-dominated field, is a prevalent theme in Iranian cinema. Women in Iranian society are typically considered to be weak in intellect (Afkhami and Friedl 1994, 153) , and hence, the representation of the struggling intellectual appears to be resisting that notion by empowering herself through competing with her male peers. This is no surprise, as according to statistics, university enrollment of female students in the field of engineering in 1990-1991 was only 16% (Afkhami and Friedl 1994, p. 35) . Sadr (2006) states that depictions of intellectualism in Iranian cinema were linked to a kind of xenophobia, since the intellectual was seen as a Westernized presence (252). The female intellectual here is in a sense a new kind of rebel, questioning the values and limitations of those around her. She clearly reveals that she dislikes architecture but is determined to make it in the field.
Since Mintzer (n.d.) states that the character emphasizes grief and longing, it can be inferred that the student's longing to become an architect is to achieve gender equality and her grief is the result of her struggling at it, which is why Sigh appears to her. The student's identity as an intellectual is further supported when she expresses her disbelief in The Legend of Sigh. Sigh, in relation to the student, represents both the anti-intellectual ideology of the nation and the female's increasing sense of powerlessness in male discourse. The task of the anti-intellectual ideology, according to Sadr (2006) , is to ''mask the socioeconomic contradictions between the forces of production and consequent division of society into opposing class interests that are the driving force of contemporary Iran'' (258). Since the intellectual is represented as a threat to society in the symbolic universe of Iranian cinema and ''accorded a highly circumscribed place in the plot structure'' (Sadr 2006, 253) , this wholly confirms how Sigh's appearance is used to alienate the ''intellectual'' to the space of the other. Since the student is female, that complicates it even more, since she is in conflict with those who are trying to ignore or destroy her future, namely the male order. One example is the male professor who neglects her efforts through harsh criticism while comparing her failing projects to her male cousin's strong ones.
Her incompetence as an intellectual and Sigh's intervention subversively reveal how the elevation of male status is clearly founded on female inferiority. She is shown as a character who does not have what it takes to be an architect like her male counterparts, and her only resistance is voicing her grief to the extent of contemplating death. This mirrors Milani's life history as a former student architect and her career struggles. The question of intellectuals is a popular topic in Iranian society, since they are depicted as individuals who challenge ideologies and established norms. In the case of the female student, she makes her decision to pursue architecture in order to reduce the gender gap in the field. When she is unsuccessful, she protests with a sigh. Sigh is the only key to unlocking the ''door'' or opening the ''space'' in which she senses herself to be imprisoned. Viewed from a radical perspective, the conflict of the female intellectual in Iranian society does not get resolved, but she accepts the conflict as it is. All Sigh does is collaborate to allow her to reach a state of contentment with her current status in society and not to resist through protests of grief and suicide.
The Poor Writer
''I want people to become aware of the problems of human communication.'' Maryam's statement coincides with that of Milani, who once stated in an interview that there should be an initiative to create dialogue between various members in society such as neighbours and brothers and sisters, to name a few (Phillips 2006) . Maryam clearly represents the nation, since she is supported by neither her family nor her community. Her statement about trying to resolve the conflicts in human relations through writing is quite ironic, since she herself is struggling in both the public and domestic domains. Her struggle to communicate is evident through her statements ''To discover myself in my writings'' and ''The rain is crying for me.'' She is also strained by the fact that she is not financially independent. Her brothers' disregard of her plight by constantly pinning her down and her publishers' neglect of her work hint at both economic abuse and lack of familial support.
Maryam is a parallel representative of the first character, showing her change of fate if she had decided to build a life with the artist who proposed to her, instead of the merchant. Although successful, she is discontented as a single mother. Her struggle portrays itself through her lack of financial independence and her brothers' disregard of her plight. There is a scene where half of Maryam's physical self gets hidden in the dark. Donmiz-Colin states that the image of a woman with half of her face in the dark may represent the image of women in Iranian cinema: ''the image that the Republic has decided to put inside the frame, an image that negates feelings and sexuality and forces women to have a dual character, public and private'' (Donmiz-Colin 2004, 112) . Donmiz-Colin (2004) also states that the woman artist is depicted as a mediator of discordant elements, the balancing figure between adverse forces of society (114). When Sigh blocks Maryam's reflection in the mirror through materializing within it, he is consolidating the ''other'' docile body of women. This directly implies that the mirror is symbolic of patriarchal surveillance, making Maryam's weakness his strength. Sigh and Maryam can also be said to represent the two opposing forces in society, which are fundamentalism and modernism. Sigh as the fundamentalist is trying to ground Maryam in society through his surveillance and guidance, whereas Maryam is struggling to preach tolerance and compromise in herself and her writings. The close-up shot of Maryam in the mirror is extremely daring and a sign of resistance on Milani's side, especially where the Ministry of Culture and Islamic Guidance is concerned. On a collaborative level, interactions between Sigh and Maryam reveal how women remain ghettoized within the domestic and social spheres. On a more subversive level, the character of Maryam shows how women as docile bodies are struggling to express and claim a self-individuated identity for themselves. The materialization of Sigh's image over Maryam in the mirror symbolically reveals how the patriarchal state is veiling women from exploring their inner and outer self. As Mahani (2006) quotes Hamid Naficy:
The self is not an individuated and unified entity as it is in the west. Rather, it consists of a private inner core and a public outer self . . . the duality of the identity necessitated a boundary interface . . . to protect the inner core from leaking out. This interface . . . can be thought of as a veil which motivates people to search for the hidden. (Mahani 2006) 
Conclusion: The Paradox of Sigh
Women are used as validators of the patriarchal nation (Khatib 2006, 102) . This is epitomized in the representation of the five female characters, whose purposes of rebellion are enacted through grief and suicide attempts. Five parallel but alternating stories set in five different spaces bring together the experiences of five women from different walks of life by concluding the binding paradox of their lives. The paradox of Sigh, as the masculine patriarch, who collaborates with them to attain modesty in thought and behaviour, is used to prevent them from transgressing established social boundaries. While Sigh's feminine side, as the voice of the matriarch, is threatening to change the system through using suicide as an element of resistance, his masculine side, representing the patriarchal order, is working toward upholding the values of the existing social structure. Cinematographic low-angle shots explicitly portray women as the inferior subject. There is an underlying insistence throughout the film that there is no conflict resolution with reference to ''women's issues,'' as what they face is too deep-rooted for a resolution. The Islamic Republic is impelled to ''enforce the dictates of its own traditional ideal of an Islamic woman-pious, modest . . . wife, mother, and housewife, and even if educated and employed, still occupying a sphere distinctly separate and different from that of men'' (Mahani 2006) . It is within the gaps of this paradox that Iranian women have generated their modern sphere of social progress (Mahani 2006) .
The film reveals how women are struggling over sculpting an identity by rebellion against what they perceive to be a low quality of life designed for them by men. Since their struggle is halted by the pioneering representative of all the patriarchs in the Islamic Republic, Sigh, attaining national and familial morality is used as a means to an end. All the women are victims of gender domination, as they are either abused or abandoned by their men, which serves as the causal motivation for their resistance. No matter how much Milani tries to empower them, Sigh's paternal guide succeeds in elevating the female voice only by confining it within the space of the other. It is thus that we can claim that Sigh is the trickster in action, binding the female nation toward masculine and state ideologies.
